The article dedicated to one of the most famous operas of the world repertoire -"La Traviata" by G. Verdi 
was successfully accepted by the public, which was a beginning of the triumphal procession of the Verdi's masterpiece on stages around the world. All of this is well-known to musicians and opera-lovers, as well as the fact that the failure of the premiere is traditionally explained by its social background and that frankness of reality demonstration that the Venetian audience could not forgive.
The failure of this opera was quite painful for Verdi. He watched performances and learnt, for example, that La Traviata was going to be staged in Naples and, in this regard, sceptically wrote to Cesare Sanctis on November 29, 1854: "I do not want Rigoletto and La Traviata to be staged in Naples. There is no suitable troupe for either opera. Both of them will certainly fail. [Verdi, 1973: 83-84] . In 1857, Verdi's Simon Boccanegra fails at Teatro La Fenice, on which he inform Clara Maffei with following words: Boccanegra in Venice was almost the same complete fiasco as La Traviata [Verdi, 1973: 98 . italics added -V.B., S.V.]. As you can see, the shock of the failure of the opera about the life and death of Violetta Valéry became for the composer a sad "measure" of failure that emphasizes the degree of upset experienced after the Venetian premiere in 1853.
Compared to any other work, Verdi's letters contain very little information about La Traviata.
Let us try to reconstruct the chronology. The first hint of interest in the Dumas story or something similar (since Verdi does not specify any name of the work or its author) can be found in a letter to Salvatore Cammarano of April 9, 1851.
The essence is as follows. The composer is not satisfied with the script of "Troubadour" that gave rise to a lot of complaints and comments.
Having set out his vision of the drama to the librettist, maestro ends a letter with an apology for the "impudence" and the proposal to take up "another story -simple and heartfelt, about which we can say that it is almost finished" [Verdi, 1973: 57] . However, apparently Cammarano managed to make the necessary changes that eventually satisfied the composer. "A simple and heartfelt story" had to be translated into a series of musical libretto with another playwright, since shortly after the completion of the libretto "Troubadour" Cammarano died, before the Roman premiere of the opera.
The name of the new Verdi's opera was first mentioned in a letter to Cesare De Sanctis from January 1, 1853: "For Venice I write "The Lady of the Camellias" that will probably be titled as "The Fallen Woman" ("La Traviata"). The plot is modern. Perhaps another would not have taken up this plot because of decency, because of the age and because of thousands of other stupid prejudices... But I do it with great pleasure" [Verdi, 1973: 63] . And after 2 months Verdi tells friends about the failure of the opera preferring to remain silent about the reasons.
However, less than a year later, in a letter to Cesare De Sanctis comes up an interesting observation: "Ah, so you like my Traviata? That poor sinner who was so unfortunate in Venice.
One day I am going to make the world do her honour. But not at Naples where your priests would be terrified of seeing on stage the sort of things they do themselves at night on the quiet, while it would be better to do them in the bright sunlight in a public place like Diogenes" [Verdi, 1973: 78] . For the first time the composer himself talks about another cause of possible failure of the opera accused after the premiere to be "immoral": the extraordinary relevance of the story that turned out to be so outspoken for the opera stage that the audience who read the novels of Balzac, Stendhal, Guy de Maupassant and knew about the history of creation of the Dumas play was not ready to accept the same story from the scene of opera that had its own laws.
As if Verdi "explodes" the conventions on the inside. It is unlikely that he set himself the task to shock the audience. It is known that the composer strove for a different purpose when choosing a "simple and heartfelt story": he wanted truthfulness and naturalness on the opera stage, the real, authentic experiences just like those in the novel by Alexandre Dumas that affected him so much and that Verdi understood for deeply personal reasons. "The match of personal and artistic impressions was a powerful fermentative beginning, which allowed him... to give up, even if only in this case, the conventional, theatrical aspects of the art that had nothing to do with real life" [Gasparov, 2009: 106] .
Finally, another aspect that seems to lie on the surface, but was never mentioned in literature relating to the history of "La Traviata". It is important to remember that after the Italian "years of drudgery", when Verdi left home Busseto only to see premieres of his operas, the author of "Nabucco" and "Macbeth" periodically travelled who read the novels of Balzac, Stendhal, Guy de Maupassant and knew history of creation of the Dumas play was not ready to accept the same the scene of opera that had its own laws.
As if Verdi "explodes" the conv the inside. It is unlikely that he set h task to shock the audience. It is know composer strove for a different purp choosing a "simple and heartfelt wanted truthfulness and naturalness on stage, the real, authentic experience those in the novel by Alexandre D affected him so much and that Verdi for deeply personal reasons.
Let us remember that in 1851 V summer in Busseto, where, since 18 been coming to with his girlfriend Giuseppina Strepponi. The composer living under the same roof with a wom formalizing their relationship was pe the provincials around them as an outra morals and almost a scandal, an insult to fellow citizens who buzzed abo of Giuseppina who had three illegitimate children. Let us not forget th Barezzi, Verdi's former father-in-law, the father of his first wife Marg highly respected in the city. Perhaps by judging a relationship between Strepponi, the townspeople wanted to show support for a man who was by Verdi himself calling him "my kind angel" and who remained in a relationship with him.
Anyways, another summer in Busseto cost Verdi a lot of moments and hours and again showed that even his fame and u leadership on a music stage did not provide protection from human public bigotry. No wonder the premier of "The Lady of the Camellias" watched with his girlfriend in the Parisian theatre "Vaudeville" in Feb was something special to the composer. "The match of personal a impressions was a powerful fermentative beginning, which allowed him up, even if only in this case, the conventional, theatrical aspects of the a nothing to do with real life" [Gasparov, 2009: 106] .
Finally, another aspect that seems to lie on the surface, but mentioned in literature relating to the history of "La Traviata". It is im remember that after the Italian "years of drudgery", when Verdi left hom The opera is written in three acts, the second of which has 2 scenes: in a country house of Violetta and at the ball at Flora's. In fact, the singer who sings the title role has to play four mini-pieces to reveal the richness of the image.
It requires new timbre colours from a performer.
It is no accident A. Herbst writes that M. Callas' contemporaries pointed out that she sang this role with four different voices [Herbst, 2002] .
The image of the main character goes through evolution from a free woman-courtesan who is desired by all the men around her, through a home happy atmosphere to the forced abandonment of happiness, public humiliation and tragic death.
usual, "standard" measures. The opera "La Traviata" itself is that if the ormer does not have the tragic temperament, the play turns into a notorious ncert in costumes" [Herbst, 2002] .
Here are the memories of Maria Callas: "Luchino Visconti is an important stage in my artistic life. I will never et the third act of "La Traviata" ed by him. I went on the stage like a istmas tree, dressed up as the heroine Marcel Proust. Without sweetness, out vulgar sentimentality. When ed was throwing money at my face, I not bend down, did not run away: I ed on the stage with arms outstretched if I said to the public: "Here is a eless woman before you" [Callas] . Verdi's words, quotes from the oirs of the great singer and the onal experience of stage embodiment Every scene with Violetta requires mastery of vocal control, the ability to implement "a conflict achieved in a vocal part by the opposition of the lyrical and virtuosic elements" [Leontovskaia, 1982: 16] . This creates certain difficulties and is the reason that it takes a long time for many singers to take up the role, because coloratura sopranos are afraid not to fill the whole part, and [Potapova, 1998 ].
The next scene with Alfred is even more difficult. Violetta is not just in a difficult, but indeed a terrible condition: the forced parting with Alfred is akin to death for her. At this, she has to, against her will owing to a strange girl and her word given to Giorgio Germont, come up with a lie to make her lover believe in her treacherous betrayal. The real climax of this scene becomes Violetta's appeal to the lover: "Amami, Alfredo, amami quant'io t'amo". Perhaps this phrase captures the strongest emotion in the opera. It is no accident that Verdi builds it based on the theme of "perfect love". O. Tverdokhlebova writes about it surprisingly accurately: "Love theme from the entry appears only once in the opera and is brought to its climax: supported tutti of the orchestra, tremolo in the ff dynamics, in a rhythmic increase, it sounds passionate and strong as a majestic hymn to love, but, represents, at the same time, a farewell to the dream" [Tverdokhlebova, 2003: 75] .
In an effort to express all the intensity and drama of the situation, the singer, however, should try to control herself because, been overwhelmed with emotions, she can lose voice.
An additional "provocation" in this case is the author's dynamics and powerful "waves" of the orchestral crescendo -diminuendo that seem to reflect emotions overwhelming the character. Let us express an opinion that the mentioned ff, to a certain extent, implies a special attention to this phrase. After all, if to perform it ingenuously, the orchestra will just "overlay" the singer and the whole tragic experience will "sink" under the is a desperate cry of heart" [Potapova, 1998] . In this case, it is difficult to refrain from quoting the following expression: "Death comes not as a cessation of existence in reality, but rather as the only possible end of love..." [Gavrilova, 2014: 27].
In the "farewell" aria, it is important to fulfil all the accents and nuances specified by Verdi.
Let us note that the composer constantly stresses the upbeat. Thus, doomness of the heroine and her destiny's outcome can be strongly felt. It would seem that the same notes are written for all the singers in clavier, but everyone performs this scene differently. It depends on the internal state of the singer, her ability to feel it and on of heart" [Potapova, 1998] . In this case, it is difficult to refrain from quoting the following expression: "Death comes not as a cessation of existence in reality, but rather as the only possible end of love..." [Gavrilova, 2014: 27] .
In the "farewell" aria, it is important to fulfil all the accents and nuances specified by Verdi. Let us note that the composer constantly stresses the upbeat. Thus, doomness of the heroine and her destiny's outcome can be strongly felt. It would seem that the same notes are written for all the singers in clavier, but everyone performs this scene differently. It depends on the internal state of the singer, her ability to feel it and on the advertency of the conductor, for whom it is important to support the performer and at the same time to follow the soloist without upsetting the tempo.
Obviously, the development of characters in the opera takes place at an increasing trajectory. It was noted by Verdi himself, who wrote to Cesare De Sanctis in February, 1855: "You find that the second act is weaker than the other! You are wrong. The second act is better than the first. The third one is the best of all -and so it should be. I want one thing: to stage myself with two suitable performers a duo of the second act that seems long to you; then maybe you would find it very impressive and equal in dignity to any other my duos in regards to a thought and would find it superior to many duets in form and feeling. I would like to be able to let you listen to the performance of a singer who can sing andante Di Provenza so that you could understand that this is the best the advertency of the conductor, for whom it is important to support the performer and at the same time to follow the soloist without upsetting the tempo.
Obviously, the development of characters in the opera takes place at an increasing trajectory.
It was noted by Verdi himself, who wrote to Cesare De Sanctis in February, 1855: "You find that the second act is weaker than the other! You are wrong. The second act is better than the first.
The third one is the best of all -and so it should be. I want one thing: to stage myself with two suitable performers a duo of the second act that seems long to you; then maybe you would find it very impressive and equal in dignity to any other my duos in regards to a thought and would find it superior to many duets in form and feeling. I would like to be able to let you listen to the performance of a singer who can sing andante Di Provenza so that you could understand that this is the best cantabile I have written for a baritone! I would like to stage the end of the opera by myself and especially the final scene of the card gameand then maybe you would have changed your opinion about it!" [Verdi, 1973: 90 -91] .
Let us note that in this passage from a letter Each performer not only is amazing and flawless musically, but also "lives through" the role on the stage, thereby achieving the highest degree of influence. Not by chance, even inexperienced viewers talked about the real aesthetic and musical shock that they experienced while watching the performance directed by W.
Decker.
It has been 160 years since the first staging of "La Traviata", but until now this opera retains a tremendous power of the impact. Verdi not just immortalized the story by Alexandre Dumas.
He created the drama of a tender, loving soul reaching extraordinary heights in its sacrifice, and thereby giving rise to love and compassion in everyone who has touched a brilliant masterpiece of the Italian maestro.
